This article examines the aesthetic use of sound in Satyajit Ray's films to retrace his position in Indian cinema as a reference point in the practices of synchronised monaural sound. Ray is traditionally considered to be an auteur and a cultural icon -his legacy being on the fringes of popular mainstream Indian cinema. The specifics of sound practice and the nature of sonic experience in his films, however, remain largely under-explored. In this context, I argue that Ray's treatment of sound in his films highlights a recognition of listening to place by means of a keen observation and recording of the site in monaural synchronised sound practice, which has created a precedence for realistic auditory settings later championed by Indian filmmakers in the contemporary digital era. Investigating how Ray's use of ambient sounds contributes to establishing an auditory setting and to constructing a sense of reality in his films, this article suggests that Ray initiated a tradition of audiographic realism in Indian cinema, which had hitherto been predominantly vococentric since the coming of sound in the 1930s. By situating Ray's sound work within the longer trajectories of sound practice in Indian cinema, this article contributes more widely to the global histories of film sound, and illustrates the diverse threads and traditions that comprise monaural sound practices beyond the more commonly mapped territories of European and American film history.
Roy is enjoying a Hindustani classical Vina recital by a musician in his music room, while the faint sound of a motor enters into the room and gradually takes prominence. The landowner asks his porter, 'What is the sound I hear?' with a slight furrowing of his eyebrows. He is certainly disturbed. The porter replies that it is the sound of a generator from the neighbouring house, signalling the fact that the nouveau riche neighbour Mahim Ganguly just had electricity installed. The music is paused, the landowner comes to the rooftop as the new-fangled sound of the generator engulfs the landscape around his dark and desolate palace. Symptoms of modernity thus appear at the expense of disturbing and destabilising the archaic ecology of sound at the protagonist's home, and suggest a new sonic reordering. Henceforth, we hear the recurring sound of the generator in a number of sequences, and with each occurrence, the contemporary and modern world of rapid and tumultuous change casts a darker spectre over the traditional cosiness of the home. However, it is not a conflict between tradition and modernity that Satyajit Ray articulates through his style, as many Ray scholars have argued (Ganguly, 2001; Cooper, 2000) , but his specific use of ambient sound in the film's narrative strategy indicates that Ray offers a detailed observation and inclusive framing of the worldly sonic elements that are reflecting societal change in his contemporaneous India. Further, these sonic elements are put forward in the narration to depict the diegetic story-world as a way to establish the presence of the sites in film space and expand the awareness of the existence of an eventful and transforming outside universe within the constraints of the traditionally laidback setting of an affluent home that we observe on the screen.
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In this article I will show that, in the use of sound in his films, Ray presents his detailed observation of the locations depicted in the narration and provides documentary evidence of the presence of corporeal sites, people, and the realistic social condition of his times. This distinctive commitment to realism can be traced throughout his entire oeuvre of films, from Pather Panchali (1955) to Agantuk (1991). Ray achieves this through his practice with analogue synchronised recording of detailed ambient sounds; these sounds feature as the sonic information available on-site in the monophonic era of Indian cinema. This article will examine the use of sounds in some of Ray's representative films to establish the importance of his tendencies and preferences in sound. His sound work forms an important benchmark, and can function as a reference point for studying histories of sound practice in Indian cinema from its early developments, as well as relocating Ray's contributions to the evolution of cinematic sound in India leading towards the contemporary digital realm.
2 Here, the term 'site' relates to the specific associations of sound to a place through particular acoustic properties of the source origin. 'Location' denotes the sheer physical placement of listeners and sound objects. Considering these, I mostly use the term 'site' to be as close to the specificity of a particular place from where ambient sounds are recorded, and which is reconstructed in narrative depiction appearing to be the source origin. In short, 'site' in relation to sound is understood as conceptually associated with a particular spot.
3 See: Ray's filmography as director, available from: http://www.imdb. com/name/nm0006249/ #director; (Accessed: 3 October 2017); for further information refer to a personal interview conducted with Ray's sound mixing engineer Jyoti Chatterjee (2017) in the Appendix of my doctoral dissertation Audible Absence (2017) . 4 The term 'film space' is defined as the space that the spectator encounters, a space that is organised and constructed, e.g. the linking of shots through sound editing and sound design. On the other hand, the area in front of the camera and sound
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Ray's treatment of sound in most of his films is made primarily with direct recording and analogue single-channel synchronised sound rendered for monophonic mixing, as well as mono reproduction.
3 It is my contention that his use of sound generally highlights a distinct recognition of and attention to the location depicted on-screen with the synchronised sound strategy, but still endeavours to expand the pro-filmic space. This is done through a keen observation of the site to create a realistic mise-en-sonore or auditory setting by meticulously providing detailed sonic information available on the site in terms of the ambient sounds recorded from the location. 4 This approach has been a departure from the dominant sound practices in Indian cinema of Ray's period, which rely heavily on the dialogue of characters, background music, and intermittent song sequences to execute narration 'unaware' of its site, and ignoring site-specific sonic elements, such as ambient sound. In this context, Ray's authorial position in Indian cinema can be understood as prominent but influential in drawing attention to the 'sitely' details in sound for future filmmakers.
It is no surprise that, in contemporary Indian cinema of the digital milieu, Ray's sonic sensibilities find a sort of revival. Many of today's films incorporate detailed layers of digital synchronised sound recordings with multi-track capabilities and multi-channel surround mixing.
5 This mode of production illustrates an emergent interest in representing real locations and spatially faithful auditory settings. Consequently, these sonic layers suggest the presence of the cinematic sites in the narration to create believable pro-filmic spaces using ambient sounds in a spatially more realistic manner. Ray's sound practice has intended to delineate such presence of site by the use of the limited technical measures of monophony available to him. The detailed use of ambient sounds in contemporary Indian films hints at a rediscovery of cinema's realistic origins that dates back to Ray's film oeuvre. Therefore, tracing Ray's position makes it possible to use his sound practice as an exemplar through which developments in film sound can be investigated. It is important to revisit Ray's works with an awareness of his ethos in cinematic sound production, particularly his use of ambient sounds, in order to initiate an attempt to relocate his works in the contemporary milieu of Indian cinema.
In order to situate Ray's practice historically, it is necessary to consider that Ray worked within the constraints of the monaural sound organisation of Indian cinema. Although stereophonic design, mixing, and reproduction started to be used during his lifetime (precisely in the late device's recording field is known as the 'pro-filmic space', as discussed earlier in this article. Combining these two definitions, it can be argued that the choice and arrangement of pro-filmic space substantially affect the spatial dynamics of the mise-enscène of sound or, if I may take the liberty of using an unofficial but useful coinage, 'mise-en-sonore' or the auditory setting -the actual sonorous environment, spatial organisation of ambient sounds, that the listener experiences -a setting that in turn influences the verisimilitude or believability of a film in the ears of the audience member. I have thoroughly discussed the term in my doctoral dissertation Audible Absence (2017). 1980s and early 1990s), 6 Ray preferred to work with the mixing for a monaural soundtrack in all of his films.
7 As we know, he had to contend with budget limitations -most of the stereophonic films made during this time 8 were big-budget, and Ray depended mostly on local producers with small budgets. However, it is questionable whether Ray was at all interested in exploring the new medium and the new technology of stereophony, given the kind of sound aesthetics with vivid synchronised sonic details observed in his films that exemplify the monophonic rendering of sound at its best. Perhaps if they were made with the technology of stereophonic mixing, his films would sound less comprehensive in terms of delineating realistic situations and the framing of real sites in cinema. I have explored these contentions elsewhere: in this work I reflect on the discourse of analogue synchronised sound practice and monaural aesthetics in Indian cinema and the trajectory of sound production in these early developments is understood using Ray's work as a reference marker. I study the use of ambient sound in this period through theories of narrative strategies of 'diegesis' (Percheron, 1980; Burch, 1985) and by considering notions of 'presence' drawn from Sound Studies (Lombard & Ditton, 2006; Grimshaw, 2011) . I combine this with an historical understanding of synchronised sound in the studies of film sound (Balázs, 1985; Lastra, 2000; Chion, 1994; Bloom, 2014) informed by the studies in sound production (Kerins, 2011; Sergi, 2004; Holman, 2002) .
Synchronised Sound and Monaural Aesthetics
Since the introduction of synchronised sound in the cinema during the late 1920s, sound practice was monaural from recording to mixing stages and to reproduction, meaning that 'a single channel of sound was played from a loudspeaker placed behind the screen, creating the illusion that the sound of the film was emanating from the projected images' (Kuhn & Westwell, 2014) . As early as 1928, Rudolf Arnheim recognised the problems of the single-source and screen-centric practice of synchronised sound for doing away with the significant interplay between the division of the picture and three-dimensional movement within space (Bloom, 2014) . Arnheim maintained that 'synchronized sound distracts from the significant play of visual interpretation among all the elements of the image and instead locks the viewer into the space' (Bloom, 2014, p.431) . Such criticism arises perhaps due to the overarching emphasis on the 'marriage' of moving image and sound source in one speaker placed behind the screen that occurred according to standards of the monaural aesthetic in sound production. 9 Today's surround sound environment would allow the source more freedom of movement outside the screen-centric 6 I have discussed the stereophonic framework of Indian cinema in the article (2015) coupling between sound and image as Arnheim wished. The free-floating three-dimensional sensibility he looked for in cinema would perhaps be realised today in the spatial environment of Dolby Atmos, but was limited in scope with synchronised sound recording and monophonic mixing due to their screen-centric rendering of sound and image.
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Arnheim's resistance to synchronised and monaural aesthetics emphasises 'the differences between film and reality as a key artistic quality of film form' (Arnheim quoted in Bloom, 2014, p.431) . Clearly, Arnheim was concerned about the synchronised sound practice, considering that it would reduce the three-dimensional objects onto a two-dimensional screen, thus disturbing film's relationship to reality. As Peter J. Bloom points out, Béla Balázs's ideas on sound film stand in strong contrast to his contemporary Arnheim. Balázs's defence of synchronised sound and monaural aesthetics is based on an extension of cinema's narrative capacities, since the experience of sound becomes more spatially defined. Bloom refers to Balázs:
By contrast with a two-dimensional image, the temporal nature of sound becomes related to the hearing subject's own location in any given space. The potentially spatial characteristics of sound, which Altman (1992) has further described as the 'material heterogeneity' of sound, may then be better guided, Balázs insists, through a visual representation. The image assists in disentangling the location of voices speaking, for example, as attached to different speakers appearing on screen with their own distinct qualities and physiognomies of expression.
( Such a reading of Ray helps us to understand the use of the auditory details his films offer, achieved through his specific sound practice and the primacy of direct recording and synchronised sound. The result is a sonic experience that relies on perceptual fidelity and aesthetic perfection entailing a faithful re-presentation of the pro-filmic space in terms of a screen-centric use of location-specific ambient sound with a monaural aesthetic (Lastra, 2000) . With this context in mind, I observe how Ray's treatment of sound in his films highlights a distinct recognition of the presence of the site in the diegesis by means of keen observation of a location in the primarily synchronised 'direct' sound recording and monophonic organisation of ambient sound. Ray's practice created a precedence for realistic auditory settings, later championed by some Indian independent filmmakers like Shyam Benegal and Adoor Gopalakrishnan, whose methods and narrative strategies of direct location recording and detailed use of ambient sound are recognised, embraced, and revived in the so-called 'digital era' from the 2000s onwards as digital multi-track 'sync' recording.
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In what follows, I investigate Ray's use of site-specific ambient sound recordings to create a sense of site's presence in the portrayal and construction of pro-filmic space. Central here is the question of framing the site in cinema through the spatial organisation of ambient sound in monophony to create a screen-centric mise-en-sonore or auditory setting in order 'to place the auditor as literally as possible in the pro-filmic space' (Lastra, 2000, p.182) . Using synchronised sound techniques and employing a mode of monophonic mixing informed by a methodology of direct sound, Ray allows the auditor to experience each of the sites through vivid sonic information (Burch, 1985; Birtwistle, 2010) . This adds to the verisimilitude of the story-world, and fosters a familiarity with the places, so that the auditor is informed about the situated presence of the site in the narration of the diegetic story-world by 'letting the camera be the eye, and the microphone the ear of an imaginary person viewing the scene' (Maxfield quoted in Lastra, 2000, p.183) . Within this framework, Ray's films 'simulate the perceptions of an observer located on the film set, whose eyes and ears (camera and microphone) are joined as inseparably as those of a real head' (Maxfield quoted in Lastra, 2000, p.183) . These are the essential tenets of synchronised recording and monophonic production aesthetics. I intend to examine how in Ray films 'we perceive the sound not only in temporal sync, but also in correct spatial placement, as our brains create the bridge to reestablish a normality to the situation' (Sonnenschein, 2001, p.47) , adding to the realistic framework of filmmaking and film sound production in Indian cinema. It is my contention that Ray chooses to use the specific layers of ambient sound, among a multitude of other recorded sound components, incorporating them in the strategy of storytelling in order to produce spatial sensation and the presence of the site in the pro-filmic space constructed for the cinematic experience. In order to evaluate this assumption, we need to ask: why do the layers of ambient sound take a primary role in sculpting the spatial sensation of site in cinema, instead of other elements of cinematic sound, namely voice, music, and sound effects? These elements include vocalised dialogue of or between characters carrying the primary information of the narrative (Bordwell & Thompson, 1997) . Amy Lawrence argues that in narrative cinema 'the synchronization of image and voice is sacrosanct ' (1992, p.179) , emphasising the necessity of the stricter method of sound production in regards to the voice, which must be connected with a 'body' on the screen. Mary Ann Doane affirms that the sound of the character's speech is strictly 'married to the image' (1985a, p.163), making it creatively rigid as a sound component for spatial manoeuvre unlike ambient sounds.
In my wider research I have also demonstrated that music creates situational feelings and emotions in films.
12 Film music is used 'largely to set mood or elicit a particular emotional response from the audience' (Kuhn & Westwell, 2012) . Film music tracks and sound effect tracks 'establish a particular "mood"' (Doane, 1985b, p.55 ) instead of providing a sense of space. In the mixing stages, the hierarchy of different sound components follows certain conventions: 'Sound effects and music are subservient to dialogue and it is, above all, the intelligibility of the dialogue which is at stake, together with its nuances of tone' (Doane, 1985b, p.58) . In this hierarchy, ambient sound remains fluid and malleable. Therefore, it is the very component of ambient sound that can provide information about a site in the construction of the pro-filmic space. Ambient sound injects life and substance not only into what we see on the screen but also into the off-screen diegetic world of the cinema. In the investigation of Ray's use of sound in the monaural era of Indian cinema to create a convincing, believable and realistic diegetic world, the practice of using ambient sound needs to take precedence over other sound components, i.e., voice, and music. In a well-known sequence of the legendary Indian film Devdas 13 (P. C. Barua 1935 Barua /1936 , the eponymous protagonist Devdas is languishing over his initial arrival at a brothel in Calcutta following his recent breakup with Paro, a childhood sweetheart from his native village. Devdas's fateful interaction with the prostitute Chandra leaves him in a state of perpetual melancholia, claustrophobia, and remorse from which he can never recover. The mise-en-scène indicates that the story is taking place in an indoor location within a closed building. But the incidental sound of a birdcall appears and continues throughout the sequence alongside the actors' directly recorded voices and an abundance of background musical score.
In typical production regimes in Indian filmmaking from this time, the camera establishes a shot, and the sound recording device follows it in order to capture a limited sound field within the visual frame, displaying attention to the available sound-producing objects in accordance with the mise-en-scène and the story-world. In most cases, the director and the cameraperson determine the microphone placements. Within the given space and time of shot-taking, there is a scattering of different sources of sound, and most of these, which are not related to the sound script, are considered unwanted noise. As previously noted, in a vococentric script the freedom of a microphone is reduced, as its directionality necessitates a decision about what sound element to pick up in the recording; this is 'almost always the voice' (Chion, 1994, p.5) . Within the limited scope of recording, available sound sources are narrowed to a minimum on the recording media. In spite of the limitation of recording scope, and the suppression of the dynamic range, some stray sound elements intrude onto the film's predetermined soundtrack, and may turn out to be capable of carrying meaning about the nature of the locale. The off-screen sound of a birdcall in Devdas holds distinct documentary evidence of the cinematic site in the pro-filmic space by direct sound recording re-presented on the film's soundtrack as aurally 'realistic' in perception, even if the sound is incidental and off-screen, and not a deliberate usage (Kania, 2009, p.244) . Indian film scholar Madhuja Mukherjee terms this the 'here and now' effect:
In early talkies, where sound is in sync, on screen, and mostly diegetic, the resonances and meanings are somewhat different from the theories of 'disembodied' sound and music destroying the 'aura' of performances […] . Certainly, these are mechanically recorded images and sound, which have been recorded from multiple positions and camera angles, in multiple spaces, and thereafter have been edited and restructured. Moreover, as we listen (and see) we first hear a mechanical sound, then a voice, words, rendition, and the sound of music. Nevertheless, it can recreate the 'aura of performance' in its own terms as the star/actor (who is also a singer) sings in a time which is real, where the real and reel time become one. In many cases the mechanical rendition of the song is a continuous take, and has a strong 'here and now ' effect. (2007, pp.52-53) Even with a predominant mode of control and musical masking of a natural auditory setting, Indian films of this time exemplify occasional recording of incidental sounds because of the direct recording technique used on the location and the actors performing in front of the camera. Later, in the works of Satyajit Ray this 'here and now' effect is made evident and explored in the narrative strategy of a 'direct mono sound' aesthetics, whereby the presence of the fictional site becomes prominent in the deliberate use of ambient sounds recorded from the respective locations.
Listening to the Site in Monaural Cinema
The ethos or the philosophy behind Ray's stylistic features involving detailed sonic observation of site is manifested in the presence of the site as 'situated listening' in Ray's early works. These films make the aesthetic choice of an inclusive and layered design of synchronised sound in the diegesis. Ray's debut film Pather Panchali (Song of the Little Road, 1955) allows for seemingly accurate representations of different locations from the village Boral in West Bengal, where the film was shot. This is done by creating situations of listening-in-place in the use of synchronised sound centred behind the screen within a monaural framework. The screen-centric single-channel controls the '[s]ound's movements in and through the specifics of location' (LaBelle & Martinho, 2011, p.viii) in a more temporal but less spatial fashion using site-specific ambient sounds, such as the wind through the grasslands, the drone of electrical poles beside the railroad, the friction of tree branches in a gentle breeze in the forest, etc. There are ample examples of such practices of situated listening and narrative strategy of attending to the diegetic universe in the three corresponding films from Ray's The Apu Trilog y (1955 -1959 and other films that follow. In Aparajito (The Unvanquished, 1956), we distinctly hear different zones of Benares (or the ancient Indian city of Varanasi, where most of the story takes place) through the ears of protagonist Apu, following his exploration of the city. The respective cinematic passages are built with mostly ambient sounds that make use of the depth of ♦ The World Within the Home 11:2 autumn 17 MSMI field and perspective available on location as detailed site-specific sonic information. In Charulata (1964), the elaborate use of ambient sounds from the streets of hawkers, vendors, and their aural antics inform the audience about the secluded and idle neighbourhood in a reconstructed 1870s Calcutta, given that it is a period piece. Perhaps the most poignant example of synchronised sound from Ray's films is the sound of the electric tram's sliding shoe on the trolley pole each time it hits the pantograph with a flash in the title sequence of Mahanagar 14 (The Big City, 1963) . To my knowledge, no other Indian filmmaker of his time would think of incorporating such an intimate detail in the use of ambient sound. Such use of synchronised sound in monaural films in relation to the screen-image could be explained by Michel Chion's well-used terminology, 'audiovisual illusion of redundancy' (Chion, 1994, pp.5-7) , but in Ray's case, the sounds don't merely synchronise with the image; rather, they accentuate the visible objects on the screen by expanding the diegetic space of their situation whereby an 'off-screen space is obviously frequently brought to life' (Burch, 1985, p.201) . This off-screen space suggests the presence of an eventful outside world within which the narration evolves, being aware of the larger social issues of contemporaneous India, including poverty, famine, unemployment and erosion of moral values. The manifestation of such sound practice makes Ray stand apart: Indian cinema of his time illustrates a screen-oriented narrative strategy as indicative of the vococentric practice of sound production using typical narrative tropes of cleaner dialogues interrupted by songs within a 'protected sonic space' (Birtwistle, 2010, p.57) . In this controlled space incidental ambient sounds are thought of as noise.
In his review of Jalsaghar, Douglas Messerli writes about the inclusion of ambient sound or 'noise' -a sound element typically considered unwanted in films (Lastra, 2000) . Ray's inclusion of ambient sound as incidental noise intensifies a 'sense of emplacement'. Messerli writes:
Another kind of noise is heard in the distance, a kind of rhythmic beating that one might almost call music (certainly Cage might have described it as such). When Roy asks his servant about it, he is told that it is the generator atop his neighbor's house, and from that instant on, except for the moments of musical performances, we hear the generator pumping away in the distance, a symbol of the end of a quiet and placid world in a time of movement and dust, as new goods are transported to the neighbor's house along a dirt road.
As I established earlier, the ambient sound of a generator, albeit off-screen, provides an elaborate spatial detail that expands the sonic depth of the site as well as the narrative scope of the scene. This perceived depth in monaural films can be understood through Chion's work; he highlights the 'mental' synchronisation of the off-screen sounds providing an 'outside' of the field of vision: 'Traditional monaural film presents a strange sensory experience in this regard […] . If the character is off-screen, we perceive the footsteps as if they are outside the field of vision -an "outside" that's more mental than physical' (Chion, 1994, p.69 (Allen, 2009, p.93) . The broadening of physical space is enriched by inclusive off-screen incorporation of ambient sounds enhancing mental resonance of site. Ray explains in an interview with Pierre Andre Boutang: 'I can use actual sounds creatively to serve the purpose of music' and to allow a certain change in mood to be perceptible to the audience (Boutang, 1989) . 15 In another interview on Kolkata TV he maintained that 'one can use actual sounds to suggest moods' (Bandyopadhyay, 1980) . 16 Ray's such perspectives on the use of sound -replacing music by actual ambient sounds to suggest certain mood-situations -strongly defied the typical tried and tested strategy of utilising an abundance of non-diegetic musical scores in the then Indian films.
Apart from considering ambient sounds to be noise, Indian cinema during this period believed in the clean recording of the voice as the primary narrative strategy at the expense of other layers of sound. The absence of spatial detail was compensated for with a loud background musical score, as explained above, and was periodically interrupted by song and dance performances (Gopalan, 2002) . The easily attainable method of using the non-diegetic background musical score in every possible situation of emotive engagement has been a normative practice in Indian cinema for the narrative purpose of elucidating various archetypical, popularly accessible and implicit moods, namely romantic, violent, sad, and so on. Conversely, Ray's use of music, however sparse, tended to be diegetic, underlining the contours of a mood-situation rather than obviously pinpointing it. Further, his use of ambient sound provided elaborate evidence of the site where such a situation is based. In the interview with Boutang, Ray states:
In the contemporary films, I use less, less and less music; I can do without music […] . After all, ideally one should do without music to think what to do there, and all sorts of sound effects were used in order basically to fill those long stretches of silence and also at the same time for them to work […] creatively, in the sense that they add to the atmosphere; they also suggest things, which are not suggested by the dialogue or by the images.
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Here, Ray talks of adding to the atmosphere of the site while constructing the pro-filmic space. For example, Nayak (The Hero, 1966) is one of Ray's most remarkable stylistic experiments, one that demonstrates his ability to create atmospheres in depicting the specific zones inside a train by synchronised use of sound within a monophonic mix. Each of the cubicles of the train within which the threads of narratives and the various intermingling stories of the personas unfold -the berth where the hero sleeps, the dining car, the toilet, and the corridorappears with thorough, specific, and consistent ambient sounds, such as [-based ] story the city itself provides the noise of traffic, and it provides the mood building soundtrack you know […] . In Asani Sanket one could well have used folk music in abundance, but I preferred to use bird noises; I preferred to use the sound on Dheki, you know, that sort of thing, and I preferred to use wind sound, […] I used one particular bird -the woodpecker, which I recorded, I was lucky to be able to record one. And it comes at a very crucial point when Moti dies […] one can hear the woodpecker, which is a very shrill and rather alarming kind of, rather eerie sort of sound. I felt the use of music would sentimentalize the scene. So I decided to use this, which was also a realistic sound. (Bandyopadhyay, 1980) 20 As Ray explains, the extraneous noises and the 'realistic' sounds -or ambiences -in his films replace non-diegetic music with its emotiveescapist overtones (exploited by his predecessor Indian filmmakers), and serve to anchor the spectator in the real world. This methodology also works to capture, frame, and depict the essence of different layers of a location in a filmic narrative. In Kanchenjungha (1962), different zones around the Darjeeling mall are represented with certain recurring observational sonic details. When the characters are moving in or out from one zone into another, the 'realistic' ambient sounds are changed accordingly. For instance, the central meeting place of the characters in the middle of the town has a complex soundscape with layers of multiple man-made ambient sounds, such as murmurs of speech, footsteps, a bicycle's bell, and so forth. While the characters are moving towards the territory of the town, up or down the hill, some sounds stand out, such as a birdcall. Likewise, the sound of crickets stands out while Bannerjee and Manisha take their afternoon stroll along the hills. As they move from the mall to the central part of the town, the sound of a barking dog fades in, replacing the distant birdsong and cricket sounds. These ambient sound motifs are heard across multiple places, overlapping each other, and in the process, they connect the places to help envelop the narrative of the temporal encounters and evolving relationships among the characters. Furthermore, several sonic details accentuate the presence of the sites, such as the sound of horses riding past the characters, the bells from the cattle procession passing by, and the prominent sound of the church bell suggesting a reconciliation between Anima, the elder daughter, and her husband Sankar. These sounds intersect with the perpetual meanderings of the characters unifying their multiplicity of narratives in zonal separation while putting in place the sense of presence of Darjeeling's various locations at the background of the gorgeous Himalayan peak of Kanchenjungha. Taking another example, in Mahanagar, the middle-class neighbourhood comes alive with a rich depth of sounds, from children shouting on the street, temple bells, bicycles, rickshaws, and radio. All of these sounds are off-screen, creating an expanded diegetic space around the North Kolkata neighbourhood, making the auditor feel situated at the site, being aware of an expanded universe larking around.
However, Ray's later films appeared relatively verbose, relying on the dialogue between characters as forming the narrative. These films lacked the realistic treatment of sound invoking the sense of site or situatedness his earlier films would demonstrate. Some Ray scholars (Sengupta, 2007) have argued that his realist paradigm was going through some shifts at later stages. This shift was prominent in his so-called 'Calcutta Trilogy' i.e. Pratidwandi (The Adversary, 1970) , Seemabaddha (Company Limited, 1971) , Jana Aranya (The Middleman, 1976) . Apart from the conscious manipulation of imagery, Ray started to process sounds to serve impressionist purposes, such as creating situations that were emotionally bleak, nightmarish, or non-lyrical. Take, for example, the flashback sequences of childhood in Pratidwandi; the voice and the birdcall in this sequence are processed with added reverb to evoke the loss of time and the association of memory that is distant and decaying in the present. In the last sequence of Seemabadha protagonist Shyamal paces up the stairs and the sound of children playing in the small playground slowly disappears while his own footsteps increase to dominate, until finally at the door of his tenth-floor flat, we hear only his filtered breathing. However, there are sequences where ambient sound takes on a crucial role to suggest an urbane mood of alienation and miscommunication. Take, for example, thick layers of sound from the city of Kolkata intruding into the silence as the characters meander on the terrace of a big building in Pratidwandi. In one sequence in Jana Aranya, Somnath and Sukumar are sitting near the Maidan area of Kolkata, and the sound of traffic dominates their conversation, isolating the characters . By coining 'out-of-place' here, I mean the lack of spatial information in the diegesis, marking a relative absence of the site depicted in the narration. The monophonic arrangement of sounds mainly comprise of actors' voices and a few synchronised sound effects that remain suspended in the abundance of music, while we hardly relate to the sites in the construction of the pro-filmic space. Ambient sounds are absent in this sound strategy rendering the urban locations in these films' sound implausibly silent and relatively disembodied within a primacy of dialogue. All we hear is the continuous talk of characters accompanied by background music, sporadically punctuated by unintelligibly arranged song sequences. How do we posit Ray within such sound practices that became quite standardised in Hindi, as well as with regional film industry giants like the Bengali cinema of Kolkata where Ray worked? Indian film scholar Sharmistha Gooptu sheds light on Ray's positioning in this context and his larger contributions to the development of a realistic sensibility in sound practice that becomes manifest in the way location becomes important:
Bengali film practice was no longer the same post-Ray. While there were earlier films like Chhinnamul, which was shot on location and was starkly realist, or directors like Bimal Roy who had worked with rank newcomers, it was with Ray that such practices became more purposefully institutionalized within the Bengali film industry. As Marie Seton notes, 'Between the release of Pather Panchali and Apur Sansar, Ray's films exerted one notable influence upon Bengali films, and to a lesser degree on Hindi films. Other directors were made aware of the value of location recording. ' (2011, p.165) Likewise, we hear the incorporation of ambience in some of the sequences in popular classics like Suno Baranari (Listen O Lady, Ajoy Kar, 1960) and Chaowa Pawa (To Want and to Receive, Yatrik, 1959) . The long passage of railway transfers in Suno Baranari and the elaborate platform sequences of Chaowa Pawa are clear evidence of a realistic portrayal of place incorporating location-specific ambience in the monophonic organisation of sound in cinema -where Ray's influence is audible. But, on the other hand, there are many examples of popular mainstream films where cinematic locations remain unattended sonically, and ambience is not considered an important layer of the monaural soundtrack. Most of the urban sites in Chowringhee (Pinaki Mukherjee, 1968) are rendered silent with a marked absence of ambient sounds. In the opening sequence of this popular film, the protagonist Shankar meets an old friend on the busy crossing of the Esplanade (the Chowringhee area of central Calcutta). Much traffic activity is visible on the screen, but what we hear is only the dialogue of the actors; there is no ambience of the site provided and this is representative of numerous other film sequences of that time. However, coming back to Ray's work, we find the same busy crossing of the Esplanade present in elaborate sonic details in Mahanagar, creating an immediate, direct, and real sense of presence of the specific neighbourhood from downtown Calcutta in the narrative process of diegesis. Ray's legacy of using actual ambient sounds to create realistic auditory settings portraying the sites that were depicted in the story has been avidly followed by a few young independent social-realist filmmakers like Shyam Benegal in North India and Adoor Gopalakrishnan in the South. They have continued the tradition of direct or synchronised recording and monaural mixing, making subtle and naturalistic use of ambient sound. In contrast, however, Ray's younger contemporaries, filmmakers like Mrinal Sen, initiated a New Indian Independent Cinema that assimilated wider influences. As I have discussed elsewhere, the uses of sound in these New Independent Indian films were a clear departure from Ray's legacy in the sense that sound would now be produced using the magnetic tape-based analogue sound technology (see Chattopadhay, 2015) . We learn from the interviews taken with Indian sound practitioners that this was the time when sound production was evolving in its early period of technical advances. For example, studio processing such as reverb, EQ, compression, limiting, and echo were developed during this time. Eventually came 'looping', the technique that would quickly become a standard industry practice.
21 It was at this time when a number of films embraced the possibilities of the emerging techniques to innovate with newer sonic textures, tone, and other features for the purpose of narration. For instance, Mrinal Sen's Bhuvan Shome (1969) non-naturalistic and processed use of sound mixed in multiple layers to create comical and satirical situations. Ritwik Ghatak's emotional use of sound alongside intricate background music and songs, as in Meghe Dhaka Tara (1960) , enhanced the melodramatic quotient of Indian cinema. In the hand of these younger filmmakers the trend of synchronised realism in Indian cinematic sound took a serious bend towards non-naturalistic, processed, and modulated use of sound, which was already introduced by Ghatak in his elaborate use of edited sound effects to create epic and melodramatic environments. Ghatak's experiments with sound and music arguably contributed to the shaping of the mainstream Indian cinema with its strongly emotive overtones. One example of this is the looped sound of whipping, with a clear reverb effect at the end of a song sequence in Meghe Dhaka Tara 22 cited regularly in the mainstream Indian cinematic idiom.
Much of the mainstream standardisation of sound production has been marked by the practice of close-miking and sound-proofing to altogether block ambient sounds as 'noise', therefore, not to respect the acoustics of the space of production -a norm popularly followed in American cinema of the 1930s. James Lastra discusses:
The emerging hierarchy between essential sounds and mere noise grew in authority throughout the 1930s. Concurrently, it became the norm not to match visual and acoustic 'scale,' not to locate the microphone with the camera, not to respect the acoustics of the space of production, and not to offer a perceptually based 'coherent point of audition' with which the spectator could identify. Instead, technicians developed a flexible set of norms that sought to enhance intelligibility through close miking and sound-proofing.
(2000, p.188)
These standards and normative structures of sound production providing the narrative strategy of a mode of listening-out-of-place were avidly followed by Indian cinema of the 1940s, 1950s, and 1960s. They were loosely and inadequately disturbed by Ray's oeuvre, but his influences were only felt much later, with the coming of surround sound in the digital era -a cinematic sound environment where some of the locative sonic details have been given careful attention with considerations for a realistic auditory setting of the sites, establishing and expanding the socially realistic situations. [In a monaural synchronized set up] microphone recording […] would jumble them (sounds recorded from the location) all together; and the sounds emerging from the single source of the loudspeaker in the theatre would all be equally 'present', much as a camera reduces the threedimensionality of real space to the two-dimensionality of screen space (1985, p.201) Working within these limitations in Indian cinema, and exploiting the synchronised sound and monaural aesthetics to their fullest extent in narrating his reality-based stories, Ray has constantly striven for giving due attention to the specifics and particularities of the site while constructing pro-filmic spaces in the diegesis. Ambient sounds have been the primary elements that carried significance of the site in this narrative strategy with realist sensibilities. His attention has been to use the site as a character in the narration in many of his works. We learn from the recent memoires of Ray's wife Bijoya (2011) , as well as from his biography by Marie Seton (2003) about Ray's fascination with the sites he chose to shoot and his willingness to shoot on location for all of his films. As I have discussed earlier, Ray's frequent use of off-screen ambient sounds does suggest the expanded presence of the site as an effort to overcome the above-mentioned limitations of monaural synchronised sound recording and monophonic mixing. The practice has been a departure from the classical conventions of a largely vococentric Indian cinema of the 1940s and 1950s. Andy Birtwistle writes similarly of American cinema of this time: 'Sound is always marshalled so as not to interfere with dialogue, which as one of the central supports of narrative has a higher status than other elements of the soundtrack. In contrast, background sounds, ambient sounds, and sounds without an obvious visual source located within the frame all find a place ' (2010, p.57) . This applies to Ray's films as well. Ray's strong belief in the ability of ambient sounds to carry the narrative creates the premise of what can be loosely called 'audiographic realism' in Indian cinema. By audiographic realism, I mean the synchronised use of sound without significant sound synthesis, retaining the materiality or ♦ The World Within the Home MSMI 11:2 autumn 17 the object-hood of the documented sound with perceptual fidelity and the representation of the original site and situation in a monaural screencentric use of location-specific sound. This is analogous to photographic realism's determination not to affect the appearance of a photographic object (Kania, 2009, p.240) . Keeping a realist paradigm in cinema as an authorial choice, Ray used sound as a synchronised documentation of reality as his cinematic ethos: 'the main contribution of sound was an enormous advance towards realism, and a consequent enrichment of the medium as an expression of the ethos' (Ray, 2011, p.5) . Here the definition of 'realism' refers back to the tradition of observational cinema, which represents reality by recording vision and sound that come 'from within the world of the film' (Kania, 2009, p.244) . Satyajit Ray, one of the most influential filmmakers from the Indian subcontinent, for whom the realist paradigm was an authorial choice, continued to use ambient sound as a site-specific element to the documentation of reality as part of his cinematic signature -one that expands the practice of his predecessors to a higher degree of precision, putting a benchmark in Indian cinema. Film scholar Anindya Sengupta comments on Ray's practice with naturalistic sound:
Ray not only imbibed formal ideas from the dominant and emerging practices of realist cinema, but was also informed by other kinds of cinemas. He can certainly be credited for creating a model of narrative realism, which will be loosely followed by the succeeding art-cinema movements in India; […] the soundtrack in Ray's cinema became naturalistic (particularly in his use of 'voice', 'speech' and incidental 'noise'), reticent (in his famous use of silences or suspension of speech, variations in set themes and motifs of non-diegetic music) and auteuristic (i.e. it became eminently recognizable), compared to the more ornamental, generic and over-wrought instances of the mainstream melodramas. (2007, pp.86-87) As we have seen above, his is a sound practice that provides a detailed depiction of site, and creates a mode of situated listening, where the auditor finds ample information to relate to the places framed within the narrative. In Pather Panchali, a girl asks her brother to 'listen', standing by the side of a large field, and a layer of diegetic sounds follow -sounds that emanate from various objects within the site of the landscape, and that are visible on the screen: the electrical pole, the rain falling on the field, the passing of the train, the night cricket, the various insects, forest murmurs, and so on. These sounds not only re-present these objects, but they also establish their very presence and their interplay with the characters by perceptual fidelity in listening to the ambience depicting the filmic world in verisimilitude with the lived experience. Film scholar Ravi Vasudevan speaks of such sense of presence and verisimilitude while discussing Ray in the context of his contemporary cinematic practice:
The differences appear to emerge from evaluating the status of the narrative form through which the real would be articulated, through what means of representation, styles of acting, [and] aesthetic strategies the real would be invoked. Here, the popular compendium -studio shooting, melodramatic, externalized forms for the representation of character psychology, non-or intermittently continuous forms of cutting, diversionary story lines, performance sequences -was not acceptable within the emergent artistic canon, for they undermined plausibility and a desirable regime of verisimilitude.
Such intent of providing spatial verisimilitude manifests not only in the elaborate use of site-specific ambient sounds, but also in the recording and re-presentation of voices. In an interview, Ray's sound mixer Jyoti Chatterjee speaks about Ray's use of 'straight or direct dubbing' to avoid some of the camera and production noises. It is a method to capture the actor's voice immediately after the shot is taken -unlike the standard loop dubbing used in Indian cinema from the 1960s on. 23 'Direct or straight dubbing' is done in the same place and under similar circumstances as to retain the spatial authenticity of the site as well as the sited performance of the actors, something that could not be recreated in the studio in front of the looped reference of visual images. We find evidence of such innovative dubbing in Nayak and Aranyer Din Ratri (Days and Nights in the Forest, 1970) . This practice of random dubbing on location (to retain the sitely details and ambiences when direct synchronised recording confronts logistic hindrance) shows Ray's commitment to create a presence of the site in the diegesis, expanding the possibilities in Indian cinema.
Epilogue: Relocating Ray
Ray began writing film reviews from very early in his career, and in 1948 he published a short but perceptive commentary entitled 'What Is Wrong with Indian Films'. The essay criticised the predominance of saccharine-sweet musicals and religious mysticism in the Indian cinema of his times: 'The raw material of the cinema is life itself. It is incredible that a country which has inspired so much painting and music and poetry should fail to move the moviemaker. He has only to keep his eyes open, and his ears. Let him do so' (Ray, 1948 (Ray, /1976 (Irani, 1931) until the early 1990s, when many films turned to stereophonic mixing and when analogue quadrophonic/surround had already been invented and applied in path-breaking films like Sholay (Sippy, 1975) . Why then is Ray significant, referential, and exemplary in this context? What I have tried to demonstrate throughout this article is that Ray is a reference point in studying the trajectory of synchronised sound and monaural aesthetics in the way his work exploits the territories of the technique and pushes the boundaries of aesthetic choices. Following this, the modes of sound experience his films produce are benchmarks in practicing 'audiographic realism' by giving thorough consideration of the site and deep respect for the pro-filmic space, triggering a locative embodied sonic experience derived from the reality of life, not in any way escapist or fantastical -a tendency that was common with his contemporaries in Indian cinema. In 1951, Ray wrote: 'For a popular medium, the best kind of inspiration should derive from life and have its roots in it. No amount of technical polish can make up for artificiality of theme and dishonesty of treatment. The Indian filmmaker must turn to life, to reality' (Ray, 1976, p.127) . This statement aptly frames Ray's realist aesthetics from which most of his contemporary Indian filmmakers of the popular mainstream escaped. They, however, used the same monophonic system as a standard format but deployed it differently, using a primarily vococentric model of representation dominated by the rhetoric of narrative pleasure, and with the normative structure of the song and dance sequences celebrating the non-diegetic fantasy spaces in cinema. Barry Blesser and Linda Salter in their book Spaces Speak -Are You Listening (2009) underline the window-like opening of the singular speaker behind the screen as the monophonic architecture in cinema:
The first systems for broadcasting, recording, and cinema all used a single channel connected to a single loudspeaker, which amounted to listening to an aural environment through a window. Even at the beginning, the inadequacies of a monophonic presentation were apparent. (2009, p.205) Satyajit Ray expanded this vision, and used the monophonic system like a window of the world formed within the home. Such a window-like vision makes the audience members sonically sensible by learning to develop an 'enormous curiosity about the world' (Ganguly, 2001, p.63) . This curiosity leads to experiencing an opening to an 'outside' within the mental synchronisation of sound in the monaural films as pointed out by Chion (1994, p.69) . Indian film scholar Supriya Chaudhuri argued that Ray did 'provide us with a cinematic staging of interiority that might compensate for the hollowness of the house. Such interiority can only be located in the exterior, in the open, empty world, in a mental rather than a physical place ' (2007, p.12) . In this process, Ray allows the audience to respect the worldly sites from where the stories of the real people unfold, and takes these sites as points of departure for producing a richer extended cinematic experience based on the reality of life. This particular sensibility makes Ray's authorial positioning clearer. In an interview Shyam Benegal mentioned Ray's position or 'status' within Indian cinema, terming it as a 'splendid isolation' and adding that 'I locate Indian cinema as before Ray and after Ray'.
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Satyajit Ray's directorial debut with Pather Panchali (1955) broke away from conventional cinema of the 1940s and 1950s and guided the audience member into the real world, where poverty, empathy, tragedy, and comedy are sensitively combined without depending on sentimentalism prevalent in the Indian cinema of his time. Ray's worldly realistic sensibility replaced the popular domestic melodramas embedded in highlighting the theatricality of dialogue between the characters, ignoring sitely evidence of sound. Ray also challenged the perpetual intervention of the non-diegetic musical score, song and dance sequences that had been the dominant mode of narration. In expanding and creating the diegetic presence of the real world, Ray's use of sound, particularly in the treatment of the ambience, enabled respect for and recognition of the cinematic site to take prominence in the narration and reveal beauty in the quotidian. Going back to the proclamation of Béla Balázs that sound's role is 'to reveal for us our acoustic environment, the acoustic landscape in which we live' (a statement that is at the core of my project), Ray's works delineate the possibilities of narrating and revealing the intricate details of lived environments and natural settings for the future generations of Indian filmmakers and practitioners (1985, p.116) .
Emerging from the synchronised sound tradition of Indian films after the coming of sound in the 1930s, but having very few followers during his time, Ray's sonic sensibility finds a sort of revival in the digital realm of Indian cinema, such as location sync sound recording. The digital sound practice facilitates realistic auditory settings to create immersive experiences informed by a spatial awareness. This is the context within which Satyajit Ray's film-works find considerable resonance. 
